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Up inthe beautitul ety of Hastinapur, having watched 
the antie epie unfold under her ayes bolnga viet af 
tie circumstances, but remaining a passive agent tall 
fascinated me. In all the versions | read during my 
preparation, | 2oUld tind her mentioned just four mas 
and in ll eases only har name. | decided to watch all the 
ther women through the eyes ofthis silent spectatr. 
Girt ehild neplact weaved itself into the text with ease 
Newt came warking out the performance isl 


my seripts | have glven particular attention to 
tlothing and props. While Mirvanam is consciously 
Berformad with the clothes | am in on that day and 
Keaping all ele toa star, bare minimum, and keeping 
In mind ta erase my sexvallty, Kennadi arks on real 
sxcess. For Ula, thesript about the ald Dhobi woman, 
Iwas colours spread across tha performance area. For 
‘Dushaa| had the choge of recreating the regal costumes 
hormaly used for Mabattarata performances ar come 
{ip with something more contemporary. Though | had 
the floorplan ofthe partormance area, {decided to wait 
lint he day ofthe show itself to work out my style 
Twosatton sereens already avallable with the organizers 
were decisive. | used black as my beginaiag and end 
olours adding a green seat. Tha sackeiath skirt. whieh 
tha Festivals costumar Margot van Dam designed, became 
my own stage costume to whieh 'added a mud pot and 
2 fong eyele chain. | triad not to impersonate the 
tharacer but keep both the eli and fold separate from 
‘ach other That way tavoids the rational identiteation 
with the eharacter and allows her to unfold In the 
performance: 


Ut gander everywhere isa social construct, theo 
‘do'l choose my gender to be performed for the 
‘day lke | choose my costume for the day trom 
‘my Wardrobe? I Ite other-~ the mascdline— 
Tonty] detines the idea of feminine how do | 
‘understand ‘femintam’—as a transpressive way 
‘of fite If eulture snot limited to geographical ar 
linguistic distintions, how do I come to terms 
with my own past, and thereby function ia the 
present and future? ts my past my own or does 
‘he community | emerge frm have a claim to it 
also? Ist then limited by how other communities 
iow this past? ls every deed of mine defined by 
some dark socret frm my past? It all identity is 
‘already assigned as something unchangeable, then 
‘hen da begin to question the "itself and the 
way my body is circumscribed by this culturally 
onstructed Identity? What If, "| let my body 
‘break the shackles ofthese knots; no matter how 
‘badly is hurtin the process and to recognize 
that | am not alone? 


Definitions of how 1 see gender, sexuality, eultuce and 
Identity nave shifted realy in this last decade. Ihave 
tome fo understand that all these are tuid and that each 
‘na of us operates under spt conditions. dealy iis ths 
pln condition that | would Uke ta expiara in tutu. 
began ta expand the idea of the spit conaition ta all 
avenues from where we gather ou conditianings. My 
‘yin tudes, my history. my chauvinism of holding my 
first thity years with @ pride of being Tamil, then 


Understanding that my uppar caste identity splinters it 
no matter how much | de-brahminise myself, my frst 
academe step into learning about gender then spreading 
into more organic expressions af the same in avaryday 
ie. my comfort zone at stary-tlagas opposed to mare 
traditional acting, and my activism is what | would tke 
tomarry into my fortheoming pertarmancas. Thus, they 
‘an become not a mare personal journey. but a human 
Journey that ean be taken up fo study any situation by 
Anybody inthe future. 


ANADINATH: THE UNKNOWN 
Percussion Maestro 
~ Pulak Dutta ~~--~~, 
Pulak Dutta's& prascing acst, musean 
and music dlector. He teaches at the 


Department of Graphic Art, Kala Bhavana 
Viava Bharat! University, Santoiketan 


fn December 18, 2002, Supriyo Tagore described 
‘Anadinath Dutta asa ‘distinguished ashramite' in 
weekly prayar atthe Upasana Grina in Santiniketan 
consider him a distinguished ashramite because he 
was one ot the very few talented people who quietly 
strvedtheashram without expecting anything in return. 
Anadinath was bora in 1923 at Bishoupur into family 
‘of traditional craftsman. Sishnupur is wall known for 
its lh cultural heritage. Its also the only Windus 
Classical Musie Garana of Bengal. Situated in the district 
‘of Bankura of West Benga wasthe capital of Malabhurm, 
4 Valghnava kingdom, The whale of Eastern india Was 
‘loaded withthe spirit of ereatviy in every sphere of 
cultural activity ducing the 16" century. Anew 
Wwarldview, 2 new consclousness—the wave of 
\nlshnaviem was felt everywhere fom the king’ palace 
to the hut of the poor, Yeizhnavism was not only a 
‘elgion; it wasa religious, social and cultural movement 
atthe same time—an ‘avstheic align”. The bordering 
between high and low at, cazsial and popular at, 
between teracotta temple, Baluchar sik, conch shell 
craft as wal ax between Kirtan and Dheupad was either 
very thin ot id not exist a alli tl quite vira 
With it festivals. musi, wadivanal eft and a simple 
vay of ie. Anadinath spent the fist twenty-six years of 
his te here, His personality and his musie veloped 
Inthiscutuealambienes, Amalia Mabizewsk), a faemer 
‘musi¢ student of Santiniketan and an athnamusicalogist 
‘om Austin, video-interviewed him n 138; 
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used to pay a small Dull when | was about trae 
yeas od. My tater: Ramat) Dutta, used tosng ashe 
kad an is raft ard sed t play with him. When 
‘was abt olde, around fou be bought me a Boger 
Dhol. have heard from biey that Ranprasanna 
Bandyopadhyay used 1 pass by our house. He would 
‘sland bind the wall and lien tome plying for at 
“east ive mints on bs way. He told my tate,“ 
‘wi aah hi an alive when ead enaugh”. OF 
‘aura aid aot gt the apgartunity—te aia bere | 
tas ready MY father usd a play Kio! and! eared 
playing that Kel. Sins 1 wae to big fr meh ought 
‘nea smaller ne. During the Pua ard Da players 
‘drumming and dancing (a alles. As ame back 
‘ame | put te Xtl oy shoulder and start jumping 
‘round at played onthe Kl expyng the drummers | 
‘sau. The handle broke and the trad mod Kiet tl on 
{he ground, broke ita paces. It yas epaiad witht 
‘and used toplay on tha, Wha Iwas abut te yeart 
‘14, Subugh Nand and / sed ta play Otol and ance 
‘2yound witha group oir ra ve oot years 
‘td who sang am Kirtan, The group vas very popula. 
Thana ite tater my elie Brother, dagannath Dutta 
started arning Kol rom 2 guru. Meuse a practice 
‘on th terrace and | used osteo toh. When he 
‘inishad and let the Kol ter, 1 would go and start 
playing. Observing tat, my tater ought me another 
‘9 Kol and start traning mepesonaly—be would 
Wake me up af thre a‘lack n te meraing. 0 eld 
wnt mening the rainng— right rat sahan— 
ould continue atleast hi o‘lock. When a Kirtan 
Singer eal Bhushan Baba want out or begging in 
the arternoon he woul sit with me and tach me. He 
‘sang and asd va play with hi. | used f ply ll 
the tals kitan wih i. tered playing Table along 
With Dhol and Ko! with Krishna tea. was called 
‘Balak Sangit as it was ata group of eileen. 


Than an afer came tome from Bishnypur Muse 
Goliage to jon te collage a5 2 Tabla tach. 1 was 
falutant ansaid, “ant knaw anything, fw ean 
Work thre?” Peshopaibau, te Tabla teacher ofthe 
‘llege used t cone from another lace and eau aot 
‘agus ite was seria. Surandranath 
‘Bandyopadhyay [Principal of the cle) asked me to 
fu tvce a eth and agreed ta onthe alee at 
Tabla tact fn 1946). My atentin shite ram Kal 
to Tabla. | ad played Kool with afl he great Kirtan 
‘aint a tase day, played in Ramayan Ga, data 
fs had partspatad inal the major Kirtan teeta 
‘and played solo Kha fn the ellege Surenbabu asad 
‘net attend Pashupattabos Tala clssand earn tamt 
‘im, But whan [2 ns lan he sapped teaching his 
‘Student cause was quel to pick tings up adhe 
‘id not want meta leara, | old Surendab abou i and 
‘ede nt fo attend the eas any more. | was acing 
Tabla and was accompanying with Star, Esra) and 
‘Sang! was teaching and earning atthe sane te. 
‘Suranbabu usd ost with me ater the clases ware 
‘var Heplayad Banyo and | accompanied hn on the 
Tabla He would esplan things tesa han, ta 
‘2 He taht nthe flageing of playing thea in gk 
‘ed with ese | sed to play Pada with apeshvar 
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‘any apadiyayy Dhrupad. Since played WaT was 
"2357 fr me 0 pick typ. Gopestwarbab stewed ne 
‘a things about Pakbaway-” 

With this background Anadinath joined Santiniketan as 

an “Instructor Accompanist in the Musie and Dancing 

‘Section of the Vinaya-Bhavana. in th Vievi-Bharat" In 

1849, As Vieva Bharat turned into a central university In 

451 hlservies Were transferred ta"Sangit-Bhavana with 

fect trom duly 1, 1951" Rabindranath Tagore, then Vice 

Chancellor of Viva Bharati concluded Miz appointment 

leter wit the folowing wards. *.may | ofteryou my 


sincere thanks for yaur meritorious and loyal services ta 
the Visva Bharatl in the past and also express the hope 


‘that shall enjoy the same trom you inthe futurein our 
eomman endeavour to make the Vieva Bharat an lea 
‘untre of learning and culture, as coatemplated by our 
Pratishtnatacharya?” 

There wore three major musical telds In Santiniketan 
Where he operated. Fist o all there was a wnole world 
ff Rabindranath’s song, danc-drama and festival 
secondly, the Indian Classical Music and the tied, tlk 
nd popilat musi, He was the only peeson around ta 
be ableto perfor in all three categories alforlesty and 
‘musieally. He was nether playing Kiol on Pakhawa), 
har playing Tabla on Khal. When vising Kita or Tappa 
‘ingore came to teach atthe institution he was the only 
person who Anew and could play those dificult and 
‘are tals with them. It was Anadinath who was askad to 
aecompany tha elasieal musiclans wha performed In 
Santiniketan—with Dheupad, Khayal, Thum a¢ well 
ag with instrumental musi. Rabindranath Incorporated 
flements from classical tik and popular traditions In 
his songs. "He (Anadinat] was therafre,”Biswalt Roy 
weites in ‘A’ Rhol Maestro’, (Amrita Bazar Paria 
November O, 1986), ‘an ideal percussionist for Gurudey 
Rabindranath’ songs, both ofthe classical genre and oik 
types, ab also for his dance dramas and operas. ll the 
‘offical pragrammes af Visva Bharat had to eely on the 
Viruosity of Anadinath, Whether twas the movement 
‘ofthe ear in Tasher Dash, ar the Manipusl or Kathakall 
steps in Chitrangada. he could afortlesaly give them an 
arise form on hs Instruments. While giving sala 
racials in Khol, he could make his instrument speak 
nd renter versestneaugh i." 


Rabindranath musica taining was insignificant by any 
Sandard of musial training, yet he was ane af the greatest 


tomposers a alltime. He also had peculiar and vague 
Ideas about ta. Mis discussion on ta, ayand eiange, 
specially in his essay ‘Sangitec Muki' expresses the 
tonfusion quit clearly, in some of his songs, although 
the melodie structure fs tundamentally yelcal,tgoes 
rotcompiete the eyelea few times within the song. Thus, 
some nev fals were born ike Ara bap (2338 eats) or 
uaa (3:2=5 beat). They are known as"Rabindra sata 
‘a! Tothe best of ur knowledge we know that he himselt 
‘ever called them ta/nor did he compose the hekastar 
Them. Anybody playing with Rabindra Sangitsiager 
had to go through the painful experiance of constantly 
egotiating with imeand matre. What vas Anadinaths 
\device to negotiate this? | have noticed that most ofthe 
time he would not play the theta but follaw the rhythm 
of words and moods. As we know, this isa common 
practice in Dhrupad but with time and metre being 
Dertet. There are other songs tased on nav fas where 
the time structure reached completeness and achieved a 
tharacter of fa/like Aaneral.The published version of 
the division af the time structure is 32+2+2 and the 
thoka is a de atta gad gene hap tte, Dtage 
‘ntvereates an expectation of something eset follaw to 
return tothe fist beat or the sam, asthe last phrase it 
jgivesa feeling of incompleteness. Anadinaths theta vas 
far mare complete and musical aha don ta tte ahal ete 
‘aa gad gtene withthe structure being 3244, 


‘Anadinath naver treated sanehar/and abhogas separate 
Units of the zang, ust ae In Dhrupad, and therfore never 
played attaiat he and of sancher which tnishasat th 
beginning of aahoy. This happened not any because he 
was aught to teat tham as single unit but because at 
his dagper understanding of the musical logic behind 
Talking about teha/brings us to the most fascinating 
part of his music. He wasa master of tea, He hardly 
played short fa, most often thay wate lang. With his 
Femarkable abilty to ‘seo the sonp, he would start the 
‘anal ram a beat No one eau ever think af and tnih i 
on the first beat of the song, not nacessarly the sam, 
with amazing mastery Another distinguishing featu 
Df his musi was his application of palyrhythmic 
pattern—3 over 4 or 4 over 3, He would not dot with 
fvary song oF sustain it fora long time. But with his 
‘measured and most musieal application, the song as 
vwellasthesingers used tocomeative, There was always 
an elamant of unexpactedness in his muse although 
his music was unmistakably aways his own, 


The mast distinguishing qualities of his music were a 
resultot hiabilty 1 remain open minded and constantly 
grow and experiment ag a musician. Otherwise how 
fan a traditionally rained musician remain so creative 
In facing new forms of musle such as Rablnara Sangit 
or Tagore’ dance-arama? Or playing Knol, Dhol Tala 
and Pakhawaj with tadivonal dane forms tke Kathakal 
and Manipucl? Its certainly not just learning to play 
the instruments but more importantly the musical 
atmosphare he was brought up in that of Sishnupur, 
which made this passible. It is'the ability to live 
‘meaningfully which is central in any process of 
transmission. 
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Basiealy the acta giving was what kept his ie enjayable 
and wort living. Although teame naturally. twas the 
nly way to live happily within the power structure he 
operated ia tow examples should make my point clear. 


The tnal performance of Tagore’ dance-drama was not 
th ony thing the Santiniketan community looked forward 
to, Everybody was allowed to be a pat ofthe mani 


Jong rahearsals as spectators. it was inerasting ta notice 
the concantration and digtibutlon of power within the 
performing community in thesesessions. Hierrchlealy 
ordered as, 


1-The director 2.The singers 3.The 
accompanist Esra}-Tanpura) and 
then, at tha and, § The percussion players. In one of those 
rehearsal sessions the director looked hard an thesinger 
for not singing the song in the right tempo. the singer 
Joakad back tothe Esa) player. who gave her the lead 
and to prave his location within the power structure, 
the Exra player looked at Anadinath ttatingly, saying, 
“Cant yau play propery?" For a simple change ia the 
tempo of asong within the whole dance-drama, another 
rama had to be performed! Anadinath, who had nating 
to do withthe tempo, was only fllawing the tempo that 
Wasalready there, took it witha smiling face 


‘A cassette of Rabindra Sangit by Shantiaey Ghosh was 
ublished In Kolkata in 1980 (‘Ami Tare! Khuje Beral 
Sound Wing, sw 2060). Allihe songs, except two, were 
taken froma lve performance held in Santiniketan and 
accompanied by Anadinath Dutta. Sometime ltr alter 
‘was published in the Lettar tothe Editor section of two 
Bangla newspapers regarding the cassette. It state 
“Saund Wing has published this cording (aresumably 
with S11 Ghosh consent) and has started marketing i 
without asking for permission from th instrumentalists 
They didnt even think it important to mention this 
particular programme or the names af the other arts." 
“To which Shantdey reacted witha nasty letter written to 
‘Anadinath on sanuary 6, 1981 accusing im and his son 
tbe behing this false allegation. Anadinath’ response 
‘Was exceptional, We wrote him back on danuaey 12, 1991 
“Vhave heard the eassatteand nave no daubt about the 
fact that | played the Knol and Tabla with tho 
but { dont need to prove them. There may be 
Urgently In need ta prove that they were not mine.” Years 
later in 2002, after Shantidev died, Visva Bhavatl and 
Saregama India Lid, published a cD of hantidev' songs 
(CO Wr 142473). This time Anadinaths permission yas 
sought and the names of the Instrumantalists War 
‘mantionad inthe CO- Buta casual hearing af the CO by 
2 parson with minimam sense of muse tells us that not 
allthe songs were accompanied by Anadinath and that 
there wore at least three different Mandira players 
Involved—yet wesee one name for Knal-Tabla and one 
far Mandira 


|n elation tthe on-going debate on intellectual Property 
‘At, tis important to lgok atthe ground evel realty, Ak 
Bisialt Roy quite rightly points out in the abo 

‘mantionad aril, it will na be within the foreseeable 
future that a percussionist sta receive his due rom his 
listeners and society in gemera. One recall all that 
because a parcussion expert of the jevel of Anadinath 
Dutta stil dow remains a comparative obscurity despite 


‘makinga distinguished and many-sided eontsibution to 

the elassical and folk music of Bengal ae well as to 

Rablndea Sangeet, for well over four decades.” The same 

anger gchoas in Supriya Tagorab speech at the weekly 

prayer, “Parhaps we have faled 10 give him his due 
the has ltt the ashram as quietly ashe served it 


(On November 25,2002 | was giving a shave to my tater, 
‘Anadinath Outta, ataroundl tan in the morning. He was 
fecovering from a tila! linass—could not recognise 
people, could not speak, could not eat for about a week 
F wae talking ta him as | was shaving; every now and 
than ha would touch his fase with hi hand to fel it 
the shava was proper. Me was also talking to ma but 
ould not produce sound. Wis passionate eyas Tul at 
Jove and aftection figuring out where he was, his volce 
desperately trying to communicate, whispered, “lean 
understand everything but | ant produce sound 

At around ten at night the same day, | saw the same 
Dal of aya, eomealive ina fash—not figuring out where 
he was but deep in his ability 10 be one with others. 
‘Moments tar | watchad his sounless, visual death 
blaod lowed out of his mauth where his musi tlowed. 
Isnt I this deep urge to be one with others, oF the 
‘walsation of relatanal existence, which make creativity 
possible? Than, the question remains: how does ths, 
Det transmitted? © 
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Pe ds 
Less is More and More is More: 


Way InoiAn Music SHouto 
Fino Its Way Into GeNeraL 
Epucation 


~ Ludwig Pesch ~~ 


Ludwig Pesch (1958) is a musician 
musicologist and teacher specialized in 
Carnatie muse, He studied musieat Freiburg 
University Hochschule fur Musik and at 
Kalakshetra Collegeof Fine Aris in Chennai 
es the author at The lusrated Companion to 
‘South Indan Cassia! Music Oxford University 
Press, 1998) and recived the th Rabindranath 
Tagore Cultural Award of he Inda-Garman the 
(Cross ofthe Order of Marit by the President 
of the Federal Republic of Germany for his 
Work At present he is involved ina research 
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project of the Barn College of Arts and 
Natanakairall in ininjalakuda, whieh focuses 
‘on musle education in ind. 


Nchlldren hitherto deprived from op portunities to 

mats musicas part of thir “normal” edueatian are 
‘bound to benafit rom being exposed to musie trom an 
‘arly aga, Parteipaton af children and young people, 
in and outside nai, in Indian musiehasa positive ettect 
fon their intollettual development and well-being, In 
addition to providing seape for celebration, sharing and 
light-hearted abandonment To attain this ite is needed 
{nterms of money and/or (costly) instruments. In fact, 
the absence of big money and costly instruments may, 
bbe a boon in disguise to enhance the students 
participation in music. The scarce funds avallable should 
be Invested in training and rewarding good teachers and 
artists who ean make a difarence in the day-to-day 
realities of regular sehoos, rather than in the aequsition 
of instruments. Musial instruments may be expensive 
‘acquire and maintenance intensive. They can stand 
in the way of having a good time of making music 
together, because they are too dificult to handle to be 
useful in general education. Unless musical ensemble 
‘the alm ofaclass, their absence can have a liverating 
affect Its mare frulful to sensitize pupils to auditory 
pereaption. ood posture and proper breathing and the 
diverse mannersby whieh collective music making can 
increase thelr concentration and set-ontidence. 


[At the same time, mare music is ealled tar in ord to 
fanhance the very quality of daily (schoat)lite- Children 
should be encouraged to mate musi themselves rather 
than anoy tina passive mode. The importance of music 
as a school subject isnot so much the study of musi 
forte own saka, Bute etfacts onthe whale mantal and 
spiritual world of ehildren, above all on thelr morals? 
All his can happen naturally when administrators are 
convinced of the signiticance of music for the 
‘development of the child and wiling to undertake ators 
to make joint music experiances part of the school 
routine. 


The Importance of music in general education was 
pereulved already by Dr. Maria Montessori (5870-1952), 
herself an ardent admirer of indian culture. Until the 
‘evolutionary coneepts of Mantessor education pereoate 
‘down sufficiently in order to enable average sehoa! 
chlidren to make good use oftheir innate talants, thelr 
‘wachers should be encouraged to explore avenues that 
are both affordable and pleasing so aso stimulate their 
pupils to develop themselves artistically and 
Intellctualy in actual practice this means doing more 
‘ith lesen order to ensure that musieelases will alsa 
reach school children atthe grassroots level. While doing 
so Indian educators can draw inspiration as well 2 
expertise trom a range of Initiatives started with gre 

Suteess In athe fields aueh a8 ecology, adult Ineracy 
programmes and Information tezhnotogy (Seashore 228 
(1967). Even the most basic music experience a child 
fnjoys at school helps her to cope with situations 
fencountered at home, in publi spaces, such as places 


